KUCHIPUDI SCHOOL OF DANCING 


By VISSA APPA RAO 


ANCE had been, from ancient times, the 
most effective form of expression of the 
joy of life. In India this art had developed 

and acquired a refined technique as early as 
500 B.C. The earliest known treatise in the art is 
the Natya Sastra of Bharata—a comprehensive 
codification of the general principles and 
technique as practised all over India. As time 
went on, the art had further developed its forms. 


Indian dance was mainly of two types— 
relgious and secular. The temple was the centre 
of the religious dance, which was performed 
by deva-dasis as a form of worship. The order 
of the deva-dasis was highly religious and each 
one of them was leading an austere and 
dedicated life. Secular dance was practised by 
professional women artistes, outside the temple. 
In course of time, the deva-dasi order deterio- 
rated. The religious atmosphere of the 
temple and the standard and quality of the 
Bharata Natya declined. A reference to this 
decadence of the art was made by Damodara 
Gupta in his book Kuttanimata, more than 
1,000 years back. 


Consequently, a movement to preserve the 
purity and quality of the art was started and 
organised by scholars and pundits well-versed 
in the arts of dance and music. Kuchipudi 
was the seat of one such organisation. 


Kuchipudi Village 


Kuchipudi village is situated in the heart of 
the Krishna delta in the Divi-talug, nearly 15 
miles from Masulipatam. Srikakulam, the 
capital of the Satavahana Kings and Ghanta- 
sala, the famous sea-port of the Andhra Empire, 
are within a few miles of Kuchipudi. This; 
tract of land was the seat of Andhra culture| 


1 


from the 3rd century B.C. right up to the 16th 
century A.D. The classical arts of dance and 
music flourished under royal patronage. The 
exquisite sculptures of Amaravati, Nagarjuna- 
konda, Bhairavani Kona in the Nellore district, 
the Undavilly Caves near Vijiawada and 
Ramappa temples near Warangal, furnish us 
a vivid picture of the highly developed arts of 
dance and music. 


Treatises on these arts like Abhilashitartha 
Chintamani of Someswara II, Nrittaratnavali of 
Jayapa Nayaka, Vasantarajeeyamu of Kumara- 
giri Reddi, and Sangita Chintamani of Pedako- 
mati Vema were written in this period. Particular 
mention may be made of Jayapa Nayaka who 
belonged to Divi-talug in which Kuchipudi was 
situated. He was a great adept in the art 
of dance and was the disciple of the Brahmin 
Natyacharya, Gundamatya. Another famous 
teacher of the art, Vennalakanti Suramatya, 
was known as the modern Bharatacharya. 


This clearly indicates that learned Brahmins 
studied and taught classical dance, particularly 
to the members of the royal family and to 
persons of high rank. Further, a critical 
examination of the elaborate description of the 
various types of dances given by Palkuriki 
Somanatha in Panditaradhya Charitara shows 
that an indigenous system of the art was 
prevalent in the Andhra country during the 
Kakatiya period—the 12th and 13th centuries. 
One important feature of the temples of this 
period was the provision of a_ big polished 
stone slab, called the Balipitha fixed on the 
ground just behind the Nandi—the Bull-facing 
the presiding deity of the temple. Aradhana 
Nrityas or ritual dances were performed on this 
Balipitha on important occasions by deva-dasis, 
These ritual dances were described in 
Nrittaratnayali. 
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It can, therefore, be safely assumed that 
a tradition of classical dance flourished at 
Kuchipudi during this period. No wonder, 
therefore, that one of the organisations for 
the preservation of the purity of Bharata Natya 
was established at Kuchipudi and Brahmana 
Melas, in which no woman was allowed to 
take part, were formed in contrast to the 
traditional Nattuva Melas. The most noteworthy 
feature of the Brahmana Melas was that all the 
members led a pure religious life. 


Historical Reference 


It is not possible to state exactly when this 
movement was started at Kuchipudi. The 
earliest historical reference about the Brahmana 
yBhagavatulu. of Kuchipudi dates back to 
1502 A.D., in the reign of the Vijayanagara king, 
Vira Narasimha Raya. We find it mentioned 
in the Machupalli Kaifiat of the local records 
as follows: “A dramatic troupe of the 
Brahmana Bhagavatulu of Kuchipudi, lying 
in the direction of Vinukonda and Bellamkonda, 
arrived at Vijayanagar during the reign of 
Vira Narasimha Raya. On request, they were 
asked to stage a. play (Kelika). 


As the Kuchipudi Mela was famous for 
its proficiency, Vira Narasimha Raya wanted 
to witness the play along with the queen and 
the members of the royal family, and ordered 
the performance to be given inside the palace. 
The troupe improvised a feature play portraying 
and exposing the misrule and maladministration 
of Sammeta Guravaraju of Siddhavatam. The 
king was very much pleased and took 
immediate steps to set right the matter.” 


The Kuchipudi Brahmana Mela was an 
- itinerant troupe and entertained the people by 
enacting popular puranic stories and were 
keeping up the religious and devotional atmo- 
sphere in the country. Further, as patriotic 
. and loyal citizens, they were shrewd observers 
of the affairs of the land and were intelligent 
and bold enough to bring them to the notice of 
the authorities in an artistic form. 


Siva “Leelas’’ 


It can be reasonably assumed that these 
itinerant artistes enacted stories from the 
Siva Puranas, the Ramayana and Mahabharata. 
After the spread of Vaishnavism, popular 
Stories from the Bhagavata Purana must have 
been staged and in consequence these artistes 
were called Bhagavatulu. Their missionary 


zeal was very helpful in spreading the classical 
art of dance. The earlier form of dance-drama, 
called Bahu Nataka by Somanatha, portraying 
the ten varieties of Siva Leelas, gradually took 
shape as Yakshagana—a type of play common 
to many parts of India—Lalita of Maharashtra, 
Bhayai of Gujerat, Yatra of Bengal, Gandharva 
Gana of Nepal, and Yakshagana of Andhra, 
Karnataka and Tamilnad. 


After the fall of the Vijayanagar Empire, 
Natyacharyas, along with other scholars and 
pundits of Andhra, found patronage with the 
Nayak kings of Tanjore. Achyutappa Naik 
(A.D. 1561-1614) provided nearly 500 Brahmin 
families each with a house, a well and a few 
acres of cultivable land. The Agraharam, which 
was thus formed was named Achyutapuram, 
after the benefactor. It is the modern Melatur, 
nearly ten miles from Tanjore. The ancestors . 
of Tyagaraja, Virabhadrayya—the famous 
musician and composer, Veena Vidwan Sonti 
Venkatasubbiah—father of Venkataramanayya, 
who was Tyagaraja’s guru, and several learned 
men had migrated from different parts of the 
Telugu country, about this time, into the 
Naik kingdom for patronage. 


“Yakshaganas”’ 


Kuchipudi Brahmana Bhagavatulu establi- 
shed themselves at Melatur and were enacting 
Yakshaganas in Telugu. Besides these Brahman 
artistes, a number of Raja Nartakis, who had 
also migrated to the south, were patronised by 
the Tanjore Durbar and were performing a 
variety of dances like Durupada, Chaupada, 
Padakelika, Madana bala dyutam, etc. The 
famous Kavis and Kavayitris of the Tanjore 
Naik durbars’ were Telugus and composed 
Prabhandas and Yakshaganas. 


During this time Kuchipudi continued to 
be the great cultural and art centre and pro- 
duced great composers and masters in the 
arts of music and dance—Kshetragna, Tirtha- 
narayana .Yati, and Siddhendra Yogi. 


Kshetragna belonged to Muvva, a village 
nearly two miles from Kuchipudi. Kshetragna, 
the greatest pada composer, travelled south 
and went to Tanjore. His unique rendering of 
Muvva Gopala Padams in Satwika Abhinaya, 
in Vijayaraghava Naik’s Durbar electrified the 
atmosphere and revolutionised the classical 
dance of the south. The Rasabhinaya of 
Kshetragna was so effective that the Brahmana 
Bhagavatalu and Raja Nartakis took to it. 


Tirthanarayana Yati, who had also migrated 
to the Tanjore district, composed in Sanskrit, 
Krishna Leela Thrangini—a classical type of 
Yakshagana. 


The intricate patterns of rhythm—the Jaya 
yenyasams—of tarangas were well suited for 
Nritya, and the artistes of the Bhagavata Melas 
mastered the technique and the taranga nritya 
continues to be a speciality in Kuchipudi dance. 
Narayana Thirtha composed a short musical 
play called Parijatha Harana Nataka in Telugu 
and dedicated it to Varadaraja Swami of 
Achyutapuram—the modern Melatur. The 
manuscript discloses the fact that Narayana 
Thirtha stayed in Melatur for some time, about 
the close of the seventeenth century, among 
the Bhagavata Mela families. 


Kuchipudi School 


At about this time Siddhendra Yogi of 
Kuchipudi composed the Parijatha Harana 
Story into a unique type of dance-drama and 
taught the play to Kuchipudi artistes and it 
ever remained as the best item in the repertoire 
of the Kuchipudi school. 5 


It is worthwhile considering why Yatis 
and Yogis associated themselves with the art 
of dance and composed dance-dramas. The 
revival of Hinduism through the spread of 
Vaishnavism may be said to have started 
from the singing of the Gita Govinda by 
Jaideo. In the centuries that followed, a 
number of  singer-—saints like Meera, 
Chaitanya, Tukaram, Kabir, Tulsidas and 
Bhadrachala Ramadas, continued to spread the 
cult of Bhakti among the masses of India. A 
‘few of these Ministrels of God introduced the 
dance element along with music, for a more 
effective religious propaganda. The theme 
selected for the dance-drama had been always 
Parijatapaharana—the story of the intense 
love of Satyabhama to Lord Krishna. The 
story is pregnant with rasa and bhava, because 
Satyabhama, being a Swadhinapatika nayika, 
_ could command Lord Krishna and take liberties 
with him. 


In the esoteric sense it is a fit subject for 
the exposition of Madhura  Bhakti—the 
yearning of Jivatma to merge with Paramatma. 
The Vipralambha Sringara portrays the troubles 
and tribulations to be gone through in the 
attempt, by the Jivatma. 


As early as 1320 A.D. Umapathi of Barhut 
wrote this play in Sanskrit. Saint Sankara 
Deva of Assam composed the story into a 
dance-drama. He travelled south and was 
proclaiming in his itinerary, that unless a saint 
could compose a dance-drama comprising of 
Krishna Leelas and enact it himself, he 
would not attain salvation and would not be 
a leader of a religious order. Tirtha Narayana 
Yati and Siddhendra Yogi _ significantly, 
composed Parijatha story into a dance-drama. 


The Oath 


Siddhendra Yogi persuaded the families 
of Kuchipudi to take a vow by which every 
male member of the families pledged himself 
to practise the art and play the part of 
Satyabhama at least once in his life time. 
Further, he was responsible for the issue of 
a copper plate grant of the village of 
Kuchipudi by Abdul Hasan Qutub Shah, 
Nawab of Golconda (A.D. 1672-1687) as an 
Agraharam to the families which consecrated 
their lives to this classical art and through 
the art, to religious propaganda. The oath 
was honoured and the art was handed over 
from generation to generation. 


One of these families headed by Challa 
Bhagavatam Vasambhotlu, migrated from 
Kuchipudi to the village of Kotakonda in the 
Pattikonda taluq of the Kurnool district, 
nearly 200 years back, having been invited by 
the Nawab. Shri Challa, Bharatasastram, 
Lakshmayya of Kotakanda, who is now 60 
years old, can enact the part of Satyabhama 
Hecan also render the Taranga WNritya and 
Astapadi and Kshetragna padas, in abhinaya. 
Shri Lakshmayya writes that there are some 
differences in the technique and interpretation 
of Bharata Sastra between him and the present 
exponents of the art at Kuchipudi. 


Dance-Dramas 


The dance-dramas enacted today by 
Kuchipudi artistes and by the Melatur artistes 
are given below: 


Kuchipudi 


Bhamakalapam, 
Golla Kalapam. 
Prahlada Charitram. 
Usha Parinayam. 


Aho ears 


5. Sashirekhaparinayam. 

6. Mohini Rukmangada. 

7. Harischandra. 

8. Gayopakhyanam. 

9. Rama Natakam. 

0. Rukmini Kalyanam. 
Melatur 


Prahlada Charitram. 
Usha Parinayam. 
Rukmangada. 
Harischandra. 
Markandeya. 

Sita Kalyanam. 
Rukmini Kalyanam. 
Dhruva Charitram. 
Kamsa Vadha. 
Bhasmasura Vadha. 
Sivarathri Vaibhavam. 
Golla Bhama. 


Sees 


tt pee, 
NES een AAD 


Details about the authorship, etc., of the 
Kuchipudi dramas are given in the appendix. 


All these are in Telugu. Among those of 
of Melatur only the first few are played 
every year during the Vaisakha month. They 
were all written by Venkatarama Sastry of 
Melatur, a senior contemporary of Tyagaraja. 
The texts of the dance-drama, enacted 
before the time of Venkatarama Sastry are 
not extant and the history of the dance-drama 
during that period (1700-1800 A.D.) is yet 
to be ascertained. 


Variations:—As already stated, temples 
were the centres of cultural activities, and 
deya-dasis were performing the ritual dances 
before God. Besides these dances, stories 
relating to the presiding deity of the temple 
were enacted as dance-dramas— Yakshaganas— 
at the Kalyana Mantapa for the edification 
of the devotees. Raja Nartakis of the durbars 
also enacted Yakshaganas in addition to the 
solo items of secular dance. Though Raja 
Nartakis were not allowed to enter the temple 
precincts, the deva-dasis could, if they liked, 
dance in durbars. This resulted in the inter- 
change of dance technique of the Yakshagana. 
Meanwhile, the touring Kuchipudi Brahmana 
Melas came into contact with deva-dasis and 
Raja Nartakis at the various temples and 


Samsthanams. The deva-dasis of the Vaish- 
nava temples began to learn Parijatha- 
paharana WNataka from the Kuchipudi 


artistes and enacted it at temple festivals. But, 
the technique adopted by the deva-dasis in 
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the dancing of the daruvu, in the interpretation 
of the bhava of the song, in the angikabhinaya 
of the descriptive verses, and the nritta of the 
various sabdas and tirmanams slightly varied 
from that of Kuchipudi artistes. 


By constant observation of the different tech- 
nique of the deva-dasis Kuchipudi artistes had 
adopted, in. turn, many forms from them but 
interpreted them in their own tradition. This 
intermingling of art forms resulted in the 
re-shaping of Parijatanataka into Bhama- 
kalapam. This transformation chiefly con- 
sisted in the elaboration of the character of 
Satyabhama, giving scope for the complete 
interpretation of the various Nayakis described 
in Alankara Sastra. These variations can be 
noticed by a critical observer, by comparing 
the performances of the Kuchipudi masters 
and the veteran deva-dasis like Pendala 
Satyabhama of Pithapur and = Chittajallu 
Venkataratnam of Marempalli. These 
exponents of the art are already very old. 
Only recently, one of the great masters of 
Kuchipudi art, Brahmasri Vedantam 
Lakshminarayana Sastry, had passed away, 
and with him, a great tradition had also been 
lost. 


The Sangeet Natak Akdemi has, therefore, 
to take immediate steps to preserve the art of 
the living veteran old lady artistes by filming 
and tape-recording. 


Bhamakalapam was so popular in the 
Telugu country that Bharatacharyas of other 
districts had not only learnt the art at 
Kuchipudi but had also written their own 
versions of Bhamakalapam, This is why the 
Kalapam, performed in the Vizag and Bobbil 
areas is different from that of Kuchipudi 


Evolution of the Dance-Drama—Yakshagana : 

Yakshagana was originally an old form of 
desi-drama. It was written in desi-meter— 
Dwipada, Kandam .and Sisam, and contained 
different desi-types of songs like Yela, Dhavala, 
and . Arthachandrika, The composition was 
mainly descriptive in style. Only’ one artiste 
danced the whole story and interpreted the 
various characters. In the next stage, two 
primary characters—one male and one female— 
were introduced. Then came the clown and 
fortune-teller— Yerukala sani. The Yaksha- 
gana of the solo-type thus developed into a 
regular dramatic form containing a number 


of characters with distinct parts of their own. 
Kuchipudi artistes embellished the drama 
further by introducing classical dance forms— 
Sabdas and daruyus—into it in order to give 
full scope to the four types of abhinaya. 


Equipment and_ training of Kuchipudi 
artistes: The members of the Kuchipudi 
Brahmana Mela were given a broad cultural 
education in Sanskrit and Telugu. They were 
taught Bharata’s Natya Sastra, Nandikeshvara’s 
Abhinaya Darpana, and Bhanudatta Misra’s 
Rasamanjari. They underwent a thorough 
disciplined and rigorous training in nritta, 
nritya and abhinaya. Further, they were given 
a good basic training in musical theory and 
practice, with particular reference to daruvus 
and padams, 


A special feature was the rendering of the 
prose passages in angikabhinaya, The sabdas 
or sollukattu were executed melodiously in 
tune with the sruti in the raga of the song. 


The vachikabhinaya in general, brought out | 


the meaning and bhava of the sahitya. 


The orchestra consisted of a mridanga and 
flute. A wind-bag (thithi) with a mouth-piece 
anda teed was used as a drone or sruti. 
This equipment and training, I believe, has a 
general resemblance to that of the Melatur 
artistes. In this connection, I may mention 
that I had the good fortune of meeting 
Shri Bharatam Nallur Narayanaswami Iyer, a 
disciple of the great natyacharya Melatur 
Natesa Iyer. He knew Telugu very well. He 
was good enough to render a few padams of 
Kshetragna in abhinaya. The points he was 
mentioning about the dance-drama art, about 
the peculiarities of Kshetragna padams, the 
quotations given from Abhinaya Darpana and 
Rasamanjari were exactly the same as_ those 
which the veteran Natyacharya Vedantam 
Lakshminarayana Sastry of Kuchipudi had 
been telling me. This striking similarity was 
very suggestive and I concluded that the two 
traditions were basically one. 


Interesting Features 


I give some more interesting features of 
the Kuchipudi dance-drama art which appear 
to me to be in general agreement with the 
practice at Melatur. 


Kuchipudi artistes have a good repertory 
of dance-dramas. The themes are similar to 


and identical with those of Melatur. All the 
dramas are in Telugu though the authors 
are different. The dramas contain mainly 
daruvus, and verses written in good style and 
diction. 


The Kuchipudi Brahmana Melas are 
touring troupes, and their stage is a simple 
one, improvised for the occasion under a flat 
thatched pandal, in front of the temple of 
the village. The spectators sit on the ground 
under the open sky and witness the play 
throughout the night (10 p.m. to4a.m.). An 
aesthetically-designed, coloured curtain is 
held across the stage by two young men. 
Two washermen of the village stand on 
either side of the stage and hold torches, fed | 
by castor oil. This provides the lighting for the 
stage. An inflammable resin power—guggilam 
is thrown on the torches to provide a sudden 
flash of light to enhance the dramatic 
effect at particular moments during the play, , 
for example, on the entry of an important ; 
character from behind the curtain. The : 
dropping of the curtain and the throwing of 
the powder are simultaneous and synchronise 
with the sudden burst of the orchestra singing 
out the pravesha daru the song proclaiming \ 
the entry of the character on to the stage. ; 

It may be interesting to note that the 
character introduces himself or herself. Behind 
the actors, just close to them, stand the 
members that play the orchestra which con- 
sists of a mridangam, a flute, sruti and two 
back-ground singers. The leader of the 
troupe keeps time with cymbals in hand and 
conducts the play. He possesses an outstand- 
ing personality and according to tradition, 
is well versed in mantra sastra, He is ever- 
alert to ward off the evil eye cast on the 
performing artistes. 


It is interesting to note that the composi- 
tion of the orchestra described above is 
nearly the same as that of the Nattuva Melas 
described by Palkuriki Somanatha of the 
13th century, and by Srinatha of the 15th 
century. Palkuriki Somanatha also mentions 
the simple stage and the single curtain held 
by two persons. Srinatha mentions that the 
Natyacharya who conducted the Natya-mela 
held a cane in his hand (Vetra Hasta). This 
tradition is followed at Kuchipudi. The 
leader of the party holds a cane with a pro- 
minent bend and acts the role of Madhavi, 
the friend of Satyabhama. : : 
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Special Features of Kuchipudi:—Bhama- 
kalapam heads the list. It isa Sringara Kavya a 
practical exposition of Natya, Sangita and Tala 
Sastras, all in one—so declares Siddhendra 
Yogi, the author. It contains nearly 80 darus 
each ending in an intricate nritta called 


Tirmanam with beautiful foot work and 
tala play. 
After introducing herself, Satyabhama 


describes the philosophic significance of the 
Jada, an artificially-knotted hair, glittering 
in variegated colours, and throws it over 
the curtain from behind. It is a challenge 
and an invitation to any veteran present in 
the audience who wants to dispute her 
proficiency in the technique of the art. If 
vanquished, the Jada will be cut, to her utter 
humiliation, and carried away as a trophy. 
The main theme is the Vipralambha Sringara 
of Satyabhama in all its logical sequence as 
elaborated in sastra. The leader of the party, 
Madhavi, plays the humorous role and keeps 
up popular interset. He personifies Atma 
Viveka—the wisdom of the inner self. 


Gollakalapam is another speciality. It is 
a philosophical dialogue between a milk-maid 
and a Brahmin. A_ good proficieney in 
Sanskrit is required to render the passages 
correctly and with effect. It is not a regular 
story but a discourse on various cultural 
topics like the futility of the elaborate ritual 
yagna, the superiority of Manasika Yagna, 
ideal family life and Pindothpatti Krama 
the development of the embryo. It is a social 
Satire and is more of an education than an 
-entertainment. The milk-maid argues that 
she is not inferior to the Brahmin in culture, 
knowledge, erudition, and dignity, and that 
a man is born as a Sudra and acquires 
brahminhood after initiation. 


Very interesting dances in Vinayaka Tala 
of 72 matras and in Simhananda Tala of 108 
matras were practised by the old masters of 
Kuchipudi. At the end of these dances the 
figures of Vinayaka and a lion, respectively, 
are left on the ground. 


Another peculiar feature of the Kuchipudi 
tchool is the ability to put on Pagati Veshamulu 
fancy dresses during the day time and display 
with considerable humour, all the phases of 
social life. The portrayal of the administra- 
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tion of the country by Pantulu and Pathan, 
on the last day, is the crowning feature of 
the series of daily shows extending over a 
fortnight. 


Garadi Vesham:—The magician—is another 
interesting item of the Pagati Veshamulu. 


Make-Up:—tThe make-up of the Kuchipudi 
artistes is not eleborate. A single coloured 
paint and powder, appropriate to the character, 
is used. Before the advent of the modern 
make-up material, the required paints, colours 
and powders were prepared from the mineral 
and vegetable sources available. 


The king wears a beautifully designed. 
crown and ornamented shoulder covers—Bhuja 
Keertulu. The decoration of Satyabhama is 
elaborate. Her ornaments are many. She 
wears different sets of ornaments on different 
days of the week. These are the replicas of 
the ornaments worn by the queens of 
society. They are made of light wood and 
bedecked with brilliant coloured paper. 


Music : The musical tradition of Kuchipudi 
is classical, Kshetrayya of Muvva, near 
Kuchipudi, was the composer of padams of 
high musical value. He was the first 
Vaggeyakara who gave a definite and beautiful 
shape to the rakti ragas of Karnatic music. 
Tirtha Narayana Yati was another classical 
composer in Karnatic music. 


Eleswarapu Subbiah and Hari Ramayya 
were the famous musicians that lived about 70 
or 80 years back. Veena Sambanna of Mysore 
was very much pleased with the veena per- 
formance of Hari Ramayya and took him to 
Mysore. : The performance of Ramayya in the 
Mysore Durbar was much appreciated and the 
Maharaja suitably honoured him. 


Eminent Exponents of Kuchipudi School : 
The genealogies of the natyacharyas and Vidya 
Gurus of Kuchipudi are not known completely. 
Some information about them for the last 
120 years is available. 


Pasumarti Sitayya was a great scholar, 
sutradhar, and yidya-guru, Chinta Venkata- 
ratnam and Venkataramayya were his pupils. 
The elder brother, Venkataratnam, was a_ great 
scholar of Veda and Vedanta and was famous 


in portraying Narada Maharshi. The younger 
brother, Venkataramayya, who was enacting 
the part of Satyabhama, latterly specialised in 
dance-drama technique. He brought into pro- 
minence the Veedhi Natakams—dance-dramas 
played by the artistes of the previous genera- 
tions. He revived and reformed them, gave 
a new shape to the rendering of the sabdas and 
darus and made the dance-drama very attractive 
and popular. Some of the sabdas introduced 
by him were those composed in praise of 
Pratapa Simha and Damera Simhendra 
Bhupala. — 


Chinta Krishnamurty, the son of Venkata- 
ramayya, is the only active organiser of the 
Kuchipudi School who is now trying to keep it 
active. 
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Among those that portrayed Satyabhama, 
Chinta Narayanamurty was the best and held 
the palm. He was the most famous exponent 
of Kshetragna padams. Vempati Venkata- 
Narayana and Vedantam Lakshminarayana 
Sastry also won fame as very good actors of 
the character of Satyabhama. ' 


Peddibhottla Dasaradharamayya (1850 A.D.) 
was the pioneer in the art of Pagati Veshamulu. 

Among the present generation, Vempati 
Satyam, who earned a name in the role of 
Satyabhama went over to the Cinema. 
Vedantam Raghavayya and Pasumarti Krishna- 
murty are also working as dance-directors 
in the cinema field. Thandava Krishna, M.A., 
who underwent training under Vedantam 
Lakshminarayana Sastry and _ studied the 
history of Kuchipudi art, is now employed as a 
teacher. Miss M. Kanchanamala, B.A., of 
Masulipatam, learnt Bhamakalapam under 
Vedantam Lakshminarayana Sastry, obtained 
a Government of India scholarship, and 
learnt Bharata Natyam under Natyacharya 
Chokkalinga Pillai in Madras. 


B.A., had some 


Nataraj Ramakrishna, 
Lakshminarayana 


training under the late 
Sastry. 


The Lalita Kala Samiti of Kuchipudi is a 
registered body. It is celebrating annually, for 
the last eight years, Siddhendra Yogi Festival, 
for five days, and enacting dance-drama in 
front of Ramalingeswara Swami, the presiding 
deity of Kuchipudi.. 


Before I conclude, I would like to state that 
the dance-drama is the best form for demons- 
trating the essential principles of Natya Sastra. 


Bharata Muni demonstrated Natya for the 
first time in the form of dance-drama, in Indra 
Sabha. Dance-drama is a source of education 
as well as recreation. It has a high culutral 
value, giving scope for the display of various 
emotions that touch the heart. This original 
and ancient form of Natya was widely practised 
for a long time as the form of national art. It 
is classical in style. In spite of all this, it is 
strange that it is considered only as a tradition 
whereas, the secular solo-dances—Bharata 
Natya and Kathak—are mentioned as impor- 
tant classical styles. I do not know why the the 
dance-dramas played by the Brahmana Melas of 
Kuchipudi and Melatur are not recognised as 
classical. I am glad that at least Kathakali, 
the dance-drama of Kerala. is mentioned as a 
classical type. 


Need for Subsidy 


During the last 100 years or more the 
religious background of Natya had _ been 
ignored by the potentates of the country, who 
patronised Raja Nartakis. As a consequence, 
the classical dance-drama was neglected by the 
the elite of the society also and _ nearly 
forgotten. Scholarship and learning declined 
and the quality of the art deteriorated. The, 
economic condition of the few artistes that are 
still hanging on to this art at Kuchipudi, is 
distressing. They have to be encouraged and 
helped to improve their art. A liberal subsidy 
may be granted. Steps have to be taken to 
spend the amount, according to plan, under 
the auspices of the Andhra Pradesh Sangeeta 
Natak Akademi. 


Talented young men and women, with the 
required qualifications, have to be trained at 
Kuchipudi in the dance-drama_ technique. 
Correct texts of the dance-dramas have to be 
prepared by collating all the available copies. 
As suggested already, the technique and art of 
the surviving old veterans has to be preserved 
by filming and tape-recording. 


I fervently hope that immediate and active 
steps will be initiated for the revival and 
development of the dance-drama at Kuchipudi 
by the Sangeet Natak Akademi. 
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